2 For instance, in 745 Pope Gregory III was a successful mediator in the negotiations between the emperor and Ratchis, the king of Lombards. A treaty of peace was signed, and the Pope was granted some lands in the south of Italy by the emperor (Von Falkenhausen V. I bizantini in Italia // I Bizantini in Italia / Ed. G. Pugliese Carrattelli. Milano, 1982 . P. 1-136 (esp. P. 37). This cooperation was not compromised by the fact that Constantine was a convinced iconoclast, while the Pope not at all. 3 Even Leo III the Isaurian (Lombard A. L'empereur Constantin V. Paris, 1902. P. 66) never tried to actually put his iconoclastic edicts into practice either in Central Italy or in Calabria and Sizilia recaptured since 731-32 (Von Falkenhausen. I bizantini. P. 38-9). 4 Miller D.H. Byzantine-Papal Relations During the Pontificate of Paul I: Confirmation and Completion of the Roman Revolution of the Eight Century // Byzantinische Zetschrift. Vol. 68. 1975 . P. 47-62 (P. 47). 5 For more details, see Hallenbeck JT. Pavia and Rome: The Lombard Monarchy and the Papacy in the Eighth Century. Philadelphia, 1982. P. . 6 See Vita Stephani II // Liber Pontificalis. Vol I / Ed. Mgr. L. Duchesne. Paris, 1886. P. 447-8. 7 Lombard. L'empereur. P. 72-73. In the records of the Papal Chancellery the name of Constantine V appears as an era name until 772, then somewhat before 781 the royal name is replaced by the pontiff's name. On coins, the Pope's name and profile portrait appear since 775, after Constantine V had died (Von Falkenhausen. I bizantini. P. 40). 8 roles of Rome and Constantinople and the attitudes towards the imperial heritage changed significantly: thereafter Byzantines would be no more seen as 'romei', but as 'graeci', even 'nefandissimi Greci, inimici sanctae Dei ecclesiae et orthodoxae fidei expugnatores' 12 ('the most impious Greeks, enemies of God's Holy Orthodox Church and persecutors of faith'). Now it was Rome that housed the true heirs of the old Roman Empire.
13
The possible anti-iconoclastic meaning of the 8 th -century decoration of Santa Maria Antiqua was broached only once, by Joseph Wilpert 14 , who only regarded the apse whose images can be firmly dated from the donator's inscription (K1 1).
I believe that, within this context, the choice and the arrangement of the saints in the paintings of the left aisle was also shaped by the anti-iconoclastic ideas of Pope Paul (the painting in the left aisle cannot be dated precisely, but likely to have been made during his reign or about this period) 15 . The left aisle of Santa Maria Antiqua retains a traditional Roman fresco (C1) 16 with three registers: the upper register shows a narrative sequence from Old Testament 17 , the middle -a procession of saints flanking Christ, the lower -a velum 18 . There are other frescoes on the walls of Santa Maria Antiqua, apparently a church of the Greek community in Rome, whose iconography could have polemical meanings, both political and theological -especially two compositions. The first of them is the one with Fathers of the Church, flanking the apse and dating from about the mid-7 th century (K1 3, 4) 19 . The elaborate decoration of the arch of John VII also might bear a political message (K1 2) 20 . 12 Citation from a letter of Paul I (Monumenta Germaniae Historica. Codex Carolinus. Epistolae III Ep.30 // Berlin, 1892. P. 536).
13 J. Osborne in his article concerning a new approach to the contacts between Rome and Constantinople in the 9 th century suggests that the cultural exchange became again intense in the mid-9 th century after restoration of icon worshipping in Byzance In the Middle Ages political and theological controversies were often inseparable. The row of saints in the left aisle may be another example of an image representing a certain political and/ or theological programme.
The row of saints in the left aisle
The second register shows Christ on a throne decorated with gems, his right hand raised in a blessing gesture, his left hand holding a codex. He is flanked on both sides by saints: prelates, martyrs, priest-martyrs and venerables -twenty-two in total, thirteen at the right hand and nine at the left.
The arrangement of saints Fig. 34) . 28 A notable fighter against monophysitism; his writings were important for the consolidation of the orthodox communities during the Council of Chalcedon in 431. He was venerated on the West as well as on the East of the Christianity. In Santa Maria A rather young man with chestnut hair, fine moustache and a short beard; 29 wearing a white tunic, a dalmatic, a white paenula with a pallium, and a pair of campagi. 37 . Inscription: AГIО(С) ЄVΘVMIOC A narrow-faced old man with a high wrinkled forehead and a long beard, wearing classical vestments of Antiquity: a purple tunic and a blue cloak, sandals; holding a codex 38 . The face is badly damaged.
Antiqua he appears also on the left of the apse among other Fathers of the Church from the mid-7 th century. There were two churches of St. Leo in Rome (De Grueneisen. Sainte Marie Antique. P. 537-38). 29 The earliest image is the one on the southern wall of San Paolo fuori le Mura (see Andaloro. Corpus. P. 395. Fig. 47 ). Moreover, there is another image of Leo in the altar, on the left of the apse, as one of the Church Fathers condemning monothelitism. 30 Rushforth suggests that Pope Alexander was included there due to a well-known (since the 6 th century) confusion between him and a martyr of the same name whose tomb and basilica on the Via Nomentana were very popular (Rushforth. The Church. P. 32). In the 8 th century this merging was taken for granted, so the Pope is shown with a martyr's cross in his hand (De Grueneisen. Sainte Marie Antique. P. 507). 31 On the earlier image from San Paolo fuori le Mura (5 th century, see Andaloro. Corpus. P. 381. Fig. 7) , he is beardless and tonsured, wearing a tunic and a pallium; another surviving image is in the left aisle of Santa Maria Antiqua. 32 45 . The preserved facial details indicate a middle-aged man with a round face, a moustache and a short beard, wearing a yellowish tunic, a dalmatic, a dark blue paenula with a fringed pallium (fimbriatum 46 ) and a pair of campagi 47 .
11. A saint looking like No. 9, most likely St. Bacchus (most of the inscription is lost). The face is lost, the vestments rather well-preserved.
12. An unidentifiable saint. Only a fragment of the halo and the letters О АГ on the left of it are preserved. A middle-aged man with a round face, a short beard, wearing a white tunic, a darkcoloured paenula with an omophor (ὠμοφόριον) 49 thrown over his shoulder, and campagi; his right hand holding a codex, his left hand raised in a blessing gesture 50 .
2. St. Gregory of Nazianzus . Inscription: (С) (ГРI)ГОРIOC A white-haired elder, wearing a white tunic, a yellow paenula with an omophor thrown over the shoulder, and campagi; holding a codex 51 .
There is no surviving evidence of any Roman churches dedicated to Sts. John Chryzostome and Gregory of Nazianzus.
3. St. Basil the Great 52 . Inscription: (O) AГIОС BACIΛIOC A man of the same facial type as St. Gregory's, but middle-aged and dark-haired 53 ; wearing a tunic, a blue dalmatic, a dark-coloured paenula, and campagi; with an omophor. 54 . Inscription: O AГIОС ПЄТРОС …ЄΞАNΔPINOC A white-haired but middle-aged man with a short beard and a wrinkled forehead, wearing a white tunic, a crimson paenula with an omophor, and campagi 55 .
St. Peter of Alexandria
5. St. Cyril of Alexandria 56 . Inscriptiom: O AГIОС KVPIΛΛOC Wearing a blue tunic, a yellow paenula with an omophor, and campagi; holding a codex 57 .
Emile Mâle wrote: «In these frescos, whose creation was authorized by the Pope, Rome put together her own saints and those from the East, equally lovingly. She was intentionally respectful towards those whose images were destroyed in Constantinople, confirming that both Churches are the whole» 68 . Thus, we have analysed the frescoes in the left nave of Santa Maria Antiqua in the context of the Iconoclasm period and both political and theological polemics between emperors and popes. We have considered which exactly saints are present in the procession, whether they belong to the Western or Eastern Church, what type of vestments they are wearing, what the stories of their lives are about and how popular they could have been in Rome. These considerations bring us to the conclusion that the left-nave composition was polemical by its message, both politically and theologically. The group of saints comprises various types: those venerated in Western and in Eastern Church, popular in Rome and basically unknown there; some were glorified through martyrdom, some through prayer and ascetic life, some through their anti-heretical theology. The totality of the information allows us to suggest that the composition showing two groups of saints venerated both in Western and Eastern Church was meant to represent the unity of the Church struggling against the heresy of Iconoclasm imposed by Constantinople. 
